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ith regard to definitions of community-based art

education, several concepts come to mind. One might

initially envision organized community art programs to
improve art skills, or alternatively, outreach programs to
empower special groups of people. With more thought, we might
consider programs that promote contextual learning about local
art and culture (Kincheloe, et al., 2000; Neperud, 1995).
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Community service projects (Taylor,
2002) are another form of community-
based art education. Some may see public
art itself as a form of community-based
education. This range of possibilities can
be confusing for those who contemplate
the possibilities and implications of new
and existing community-based art
education programs.

Today educators may feel the need to
contemplate community-based education
when (1) well intentioned citizens try to
figure out what they can do to support
or reform school art programs; (2) arts
administrators seek to advance their
enrollment figures; (3) citizens try to
eliminate art education from school
curriculums; (4) teachers try to figure out
how to get students involved in “real
world” situations; and/or (5) educators
and artists confront important social
issues through their artistic endeavors.
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B.J. Smiley Goins’s mural photographs (left and above) educate the public about art in parts of the Austin community.

At the risk of drifting away from some
of the traditional focuses of art education,
art educators need to take a careful look
at the rationales, goals, and definitions of
community-based art education before
dismissing it, or conversely, implcmenting
new programs of their own. Although
several art educators (Bolin, 1999; Clark
& Zimmerman, 2000; Congdon, Blandy
& Bolin, 2001) have illustrated their
concepts and implemented new courses
and programs (Fahey & Frickman, 2000,
Garber, 2004), it is the purpose of this
article to take a second look at various
forms of community-based art education
and propose ideas for future curriculum
initiatives.

Informal Teaching

If community-based art education is
defined broadly as something that takes
place outside of K-12 schools, it is not a
new form of art education. Informal
teaching has been and is the dominant
method by which individuals learn about
art. If we think of art education in commu-
nities, each culture and historical period
has had its own methods of teaching
individuals about art. Renaissance artists
frequently taught apprentices about their
ways of working, and traditionally folk art

is passed down from generation to gener-
ation in non-school settings. In the pre-
industrial period prior to the latter part of
the 19th century, arts and crafts skills
were taught in many middle and working
class homes. Wealthier parents often
provided an education in connoisseurship
through foreign travel and museum visits.
We could consider many of these tcachers
as “invisible” (Ulbricht, 1999) because
they have not had formal art education
classes.

Although we often think of community-
based art education as “teacher” initiated,
we are increasingly aware of the informal
“education” that is provided by visual
culture. With the expansion of technology
and visual media, increasing numbers of
citizens are learning about a range of
issues through imagery and we could
consider this another form of community-
based art education.

Organized Community Teaching
In the past hundred years, many
teachers have made community-based art
cducation more formal in a number of
organized programs. In rural areas of the
U.S., craft schools (i.e. Arrowmont School
of Arts and Crafts, Penland School of
Crafts, and Haystack Mountain School of

Crafts) emphasize education in traditional
art materials and skills. In urban areas,
museum schools (i.c. Metropolitan
Museum of Art, Cleveland Museum of Art,
and School of the Art Institute of Chicago)
provide opportunities for citizens to learn
about art.

Although many historical programs
were the result of individuals who had
traditional and modernist art perspec-
tives, there are other community-based
programs that tried to distance
themselves from the canon and focus on
the needs of individuals. As noted by
Goldbard (1993) and Dreeszen (1994) in
Congdon, Blandy, & Bolin (2001), what
many people think of as community-
based arts education may have been
inspired by programs such as the Village
Improvement Movement (1853), City
Beautiful Movement (1893), Outdoor Art
Movement (1899), Works Progress
Administration (1933), Cooperative
Extension Service (1937), and/or the San
Francisco Neighborhood Arts Program
(1960s).
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Today, with our pluralistic postmodern
perspectives, arts educators often design
new community-based programs
specifically for local citizens and special
groups including at-risk youth, homeless
individuals, older adults, handicapped
people, gifted and talented individuals,
the incarcerated, and others not always
included in mainstream K-12 art class-
rooms. Such programs take place in
schools, park facilities, arts centers,
art museums, retirement centers, and
store-front galleries, in addition to local,
state and federal prisons. Sponsoring
institutions are often nonprofit and
governmental, although one can also find
a growing number of for-profit businesses
where individuals can “drop in” to use
studio facilities.

An example of a “formal” community-
based art program can be seen in Totally
Cool, Totally Art, an after-school program
for adolescents, initiated in 1996 and
operated through the Austin (Texas)
Parks and Recreation Department. The
program includes multiple and continuing
4-week art classes in specific media
taught by local artists. The goals of the
program include art education in
traditional art skills for personal self-
expression.

Austin community.
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Above and right: B.J. Smiley Goins’s mural photographs in the

Outreach

Another form of community-based
education exists in various outreach
programs. Some outreach programs make
aspecial effort to create supportive art.
environments, while others attempt to
promote the values and strengths of
formal education to bridge the gap
between art understandings of different
communities. In many cases, individuals
who are educated in art feel that they can
awaken the artistic sensibilities of others
by showing them the functions of art in
specific communities.'

Outreach programs have the potential
to empower individuals as seen in the
example of Imagine Art (n.d.), a nonprofit
organization created by Debbie Boyd for
handicapped individuals to support their
personal artistic endeavors. This grant-
securing organization used its resources
to provide disadvantaged individuals of
all ages with art supplies, studio space,
individual instruction, and gallery
cxhibitions. Funds also assisted teachers
who work with special students in local
schools.

In a slightly different manner, artists
and educators sometimes present
themselves and their programs through
outreach endeavors
and exhibitions that
recognize artistic
achievements in hopes
that the public will
support them in the
future (Ulbricht,
2002a). Museum

educators engage in a form of outreach
when they target certain groups of
individuals through community programs
that promote interest in their collections
and exhibitions. Viewers see a form of
community-based outreach in Internet
postings that outline institutional services
and programs. Thus, community-based
outreach programs can have a variety of
functions including those of empower-
ment and promotion.

Ethnography

While many community-based art
education programs provide opportunities
for expression and art learning, there is
another type of education that encourages
students to learn about local communities
and community-based art. Adejumo
(2000) defined “community-based art” as
aterm to describe works of art produced
by people living within the same locality,
and defined by common interests such as
shared concerns, cultural heritages,
traditions, and language patterns.
Although this art is not usually the subject
of most art history texts, it is noteworthy
and should be studied.

McFee (1961) and Neperud (1995)
motivated a focus on community-based
art and education. London (1994)
supported their efforts by encouraging
teachers to take students outside and
actively consider the environments in
which they lived. Many of these initiatives
implement a pluralistic and democratic
approach to art and education (Blandy &
Congdon, 1987).
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Today, we are encouraged to conduct
community-based art and cultural
research as contemporary artists, cthnog-
raphers, documentary photographers,
preservationists, and conservators have
done (Desai, 2002). To bridge the gap
between theory and practice, community-
based research is a growing concern in
higher education (Strand, Marullo,
Cutforth, Stoecker, & Donohue, 2003).
Artists who learn about communitics
through their work include B. J. Smiley
Goins, a photographer who documented
over 200 murals in Austin, Texas. Goins’s
photographs show the murals in various
stages of development and deterioration.
Her documentary work provides viewers
with a “snapshot” of community-based art
that is continually changing.

Above and right:
Rhapsody, freestanding
mural sculpture by John
Yancey. Austin, Texas,
2003. Photographs by
Errol Zimmerman.

Another example of community-based
research and learning can be seen in the
work of Ricardo Ainslie (1995, 2004) who
interviewed residents in the troubled
communities of Jasper and Anson,

Texas, to learn of their concerns. After
completing his research, Ainslie
coordinated the development of amovie
and photographic exhibition, respectively,
that focused on issues in each comnunity.
Learning about individual cultures is an
important form of community-based art
cducation and can be the basis of future
works of art and literature.

Public Art

Beyond the programs mentioned here,
artists are creating another form of
community-based art education for the
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public. Many community-based artists are
concerned with art that functions in
different types of public arenas, including
community development, corrections,
cducation, intergenerational communica-
tion, aging, the environment, healthcare,
technology, politics, disability, conflict
resolution, community regenceration,
cultural citizenship, and more
(Schwarzman & deNobriga, 1999).
Because contemporary artists often
create collaborative art that provokes
social interaction (Van Laar & Diepeveen,
1998), we can consider their work as
another form of community-based art
cducation.

As an exampie of community-based
art, we can look at. the work of John
Yancey (Bass, 2004), an artist who is
known for his murals on the south side of
Chicago. Recently with a grant from the
City of Austin and input from community
members, Yancey constructed one of the
largest freestanding pieces of public art in
apredominantly African-American
neighborhood of East Austin. Yancey’s
mural sculpture commemorates the lives
of individuals who inhabited the
landscape long before those who live
there now. His monument will provide
community education for years to come.
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Project Row Houses in Houston, Texas.
Photography by B.J. Smiley Goins.

We see an example of community-
based art for social change in the work of
Rick Lowe, the creator of Project Row
Houses in Houston, Texas. With the help
of many sponsors, Lowe revitalized a
neighborhood by saving 22 houses in
Houston that the city planned to
demolish. With public and private
support, he restored the houses and
remodeled them into gallery, office, day-
care, school, storage, workshop, and
living spaces for people who inhabited the
area years carlier. Lowe’s project gives
local citizens a place to reflect and
contemplate a brighter future.
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Implications

Obviously, the categories defined
earlier arc not mutually exclusive.
Programs that educate or memorialize
also empower. Community-based
programs and projects have a continuum
of purposes. At one extreme of the
spectrum reside programs that teach
traditional art skills and knowledge.
Others are about learning to appreciate
local cultures with no intent of social
reconstruction (Bastos, 2002). At the far
end of the spectrum are projects designed
for social change (Schwarzman &
deNobriga, 1999).

Given the examples cited, K-12 art
teachers should not be concerned about
the duplication of their efforts. They
should incorporate the strengths of what
students are learning in both informal
and more organized extra-curricular
education. Since students learn much
about art in their individual communities,
teachers should build on what they have
already learned.

While teachers may have difficulty
organizing community-based ethno-
graphic art studies during school hours,
itis an endeavor that can be achieved
through various forms of after-school and
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Internet information interviewing
(Ulbricht, 2002b) or photographic
expeditions. Students can learn about
people by investigating the material
culture in their communities. Today many
artists and architects engage in a form of
ethnography before designing and
building projects that fit or engage
community interests.

With regard to outreach, there are
ways that classroom teachers can help
their students participate. Today there is a
renewed interest in voluntary service and
service learning for students (Furco,
2002). The Federal Government’s Learn
and Serve program (Corporation for
National and Community Service, n.d.)
funds and rewards schools that stimulate
student interest in community service and
many schools are creating their own
programs.” Although many schools
encourage service in existing agencies,
students could create new projects as is
the purpose of one university project
(Cherwitz & Sullivan, 2002).

In an artistic form, students could
cnvision and design art projects that have
social impact. Recently, L asked a group of
students to design community-based art
projects.” They proposed ideas such as a
contemplation garden for people ina
hectic world, a photographic exhibit for
people who did not fully comprehend the
dimensions of Alzheimer’s disease, an art
journal for fledging artists, and an
installation about terrorism to show how
treacherous our situation has become.

JOIN DEMRA DAVILA
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Jach project showed a degree of
empathy for a unique community and
gave students an opportunity to usc their
art skills to deal with the world through
art. Obviously, the creators of these
projects may need funding and approval
to complete their projects but the merc
contemplation process helped students
envision community-based projects and
ideas not commonly explored in regular
art classrooms.

Conclusions

Community-based art education has
various definitions. By taking a second
look at these definitions a variety of
ideas for future studies and curriculum
initiatives are visible. Although the
depictions highlighted above are not
mutually exclusive, classroom teachers
can begin to see opportunities for
enhanced skill development, collabora-
tion, communication, and empowerment.
If art teachers and students can clarify
their community-based art education
definitions and objectives, they then can
envision meaningful projects and
programs that are enriching and
educational.

J. Ulbrichl is a Professor in the Visual
Art Studies/Art Education Division,
Department of Avt and Art Hislory, The
University of Texas al Austin. E-maail:

Julbrichi@mail. wlexas.edu

REFERENCES

Adcjumo, C. (2000, February). Community-
based art. School Arts, 12-13.

Ainslie, R. (1995). No dancin’in Anson: An
American story of race and social change.
Northvale, NJ: J. Aronson.

Ainslie, R. (2004). Long dark road; Bill King
and murder in Jasper, Texas. Austin, TX:
University of Texas Press.

Bass, S. (2004, January 9). Rhapsody in Fast
Austin. Austin American-Statesman, K 1
and [2 10.

Bastos, I¢ (2002). Making the familiar strange.
InY. Gaudelius & I Speirs (Eds.).
Conlemporary issues in art educalion.
Upper Saddie River, NJ: Prentice Hall.

Bellah, R., Madsen, R., Sullivan, W., Swidler, A,
& Tipton, S. (1985). Habils of the heart.
New York: Harper and Row.

Students can learn
about people by
investigating the
material culture in
their communities.
Today many artists
and architects
engage in a form

of ethnography
before designing
and building projects
that fit or engage
community interests.

MARCH 2005 / ART EDUCATION m

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Reproduced with permission of the copyright owner

Blandy, D., & Congdon, K. (1987). (lds.). Art
in a democracy. New York: Teachers
College Press.

Bolin, P. (1999). Editorial: Teaching art as if the
world mattered. Art Education, 52(4), 4-5.

Cherwilz, R., & Sullivan, C. (2002,
November/December). Intellectual entre-
prencurship: Vision for graduate education.
Change, 23-27.

Clark, G., & Zimmerman, E. (2000). Greater
understanding of the local community: A
community-based art education program in
rural schools. Avt Education, 53(2), 33-39.

Congdon, K., Blandy, D)., & Bolin, P. (Eds.).
(2001). Histories of community-based art
cducation. Reston, VA: National Art
Education Association.

Corporation for National and Comanunily
Service. (n.d.). Retrieved January 19, 2003,
[rom the Corporation for National and
Community Service Web site:
hip://www.ens.gov/

Desai, ID. (2002). The ethnographic move in
contemporary art: What does it mean for
art. education? Studies in Art Education,
43(4), 307-323.

Dreeszen, C. (1994). Local arts agencies:
Making a difference in communities. In C.
Dreeszen, & P Korza (Eds.), Fundamentals
of local arts management (pp. 1-19).
Ambherst, MA: Arts Iixtension Service.

IFahey, P, & Frickman, L. (2000). Fusing art,
cconomics and social reform: YA/YA's art as
activism. Art Education, 53(5), 40-45.

[Furco, A. (Iid.). (2002). Service learning: The
essence of the pedagogy. Greenwich, CT:
Information Age Publishing.

Garber, E. (2004). MOO: Using a computer
gaming environment to teach about
community arts. Art Kducation, 57(4),
40-47.

Goldbard, A. (1993). Postscript to the past:
Notes toward a history of community arts.
High Performance, 16(4), 23-27.

ART EDUCATION / MARCH 2005

Public art defaced. Photography by B.J. Smiley Goins.

Imagine Art. (n.d.). Retrieved October 8, 2004
from http://www.imagineart.net/

Kincheloe, J., Slattery, P, & Steinberg, S.
(2000). Contextualizing teaching. Upper
Saddle River, NJ: Prentice Hall.

London, P. (1994). Step oulside. Portsmouth,
NII: Heinemann.

McIfee, J. (1961). Preparation for arl.
Belmont, CA: Wadsworth.

Neperud, R. (Ed.). (1995). Context, conlent,
and community in art education. New
York: Teachers College Press.

Schwarzman, M., & deNobriga, K. (1999).
Community-based art for social change.
Community Arts Network. Retrieved June
24, 2004, from: hitp://www.communityarts.
net/readingroonvarchive/rootsreader/
rooissocialchange.php

Strand, K., Marullo, S., Cutforth, N., Stoecker,
R., & Donohue, P. (2003). Communily-
based resewrch and higher education. San
Francisco, CA: Jossey-Bass.

Taylor, I. (2002). Service-learning as
postmodern art and pedagogy. Studies in
Art Educalion, 43(2), 124-140.

Ulbricht, J. (1999). The art of teaching:
Learning from “invisible” teachers. Ayt
Fducation, 52(5), 35-40.

Ulbrichi, J. (2002a). Polishing the image of art,
education in the community. Azt
Education, 55(1), 6-10.

Ulbricht, J. (2002b). Learning about,
community art behaviors. Avt Fducalion,
55(5), 33-38.

Van Laar, T., & Diepeveen, L. (1998). Art as
aclive sights, art as social inleraction.
Mountain View: CA: Mayfield.

ENDNOTES

IAccording to Bellah, et al., (1985) a
community is a group of people who are
socially interdependent, who participate
together in discussion and decision making,
and who share certain practices that both
define community and are nurtured by it. We
can define groups in terms of geography,
cthnicily, gender, or economic and educational
levels.

2Learn and Serve America sSupports service-
learning programs across the country by
providing funding, training, and special Leader
School designations. Al present, 200 Leader
Schools include the Perry Meridian Iigh
School (Indianapolis, Indiana) which began
incorporating service-learning into its
curriculum in 1998. More than one-third of the
school’s 1,700 students participate in various
service-learning projects. Currently, the
program has 39 separate offerings in 13
different departments. One special service-
learning program encourages students to work
at alocal shelter for victims of domestic abuse
and their children. Students in another project
help local civic leaders with their community
transportation research. Local leaders have
commended the students for their ingenuity,
thoughtfulness, and efforts to solve local
problems.

3The author taught a university Visual Art
Careers class that made use of ethnographic
techniques to analyze the multiple roles of
community artists.
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